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LATERAL
MOVEMENTS
In Multifaceted
Time and Space
Jieun Kim

ABSTRACT
Orient, shift, calibrate, and soar—these four lateral
movements provoke new ways of seeing beyond
flatness: the single fixed point of view. I question the
reasons and consequences of the dominant point of
view and suggest interpretative and playful versions
of possibilities.
The distribution of the internet and satellite photography has heightened the perception, interaction, and
access to the world—time and space have become
flexible. I use these tools deceptively to shift toward
dynamic and multiple perspectives both in physical
and digital space.
I create graphic environments into which people
can enter, inviting people to maneuver in this multifaceted time and space to explore alternative directions
of reality and visibility.
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The Cheonhado is a peculiar type of circular world map developed in Korea during the 17th century. These maps were made in response to the encounter with the
geographical knowledge of the West, but based in content on traditional Asian sources and Asian in style.
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NASA, The Blue Marble, 1972
Anonymous, Cheonhado: Korean Manuscript World Map, Early 1800s
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Western perspective was developed based on scientific fact. The goal of western perspective was the realistic depiction of subjects in painting. However, the
perspective technique that most Asian painters used was more philosophically based. They always emphasized the subject, regardless of its position in space.
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Jan Vredeman De Vries, Perspective Drawings, 1604
Anonymous, The bookshelf painting, Joseon Dynasty: 19C
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Until this experiment, most artists painted horses’ movement inaccurately because the human eye cannot perceive the quick gaits of horses.
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Perspective (Latin: perspicere “to see through”) in the graphic arts is an approximate representation, generally on a flat surface (such as paper), of an image as it is
seen by the eye. Photography captures an image with the single eye of an apparatus—the lens.
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Jieun Kim, Self Portrait, 2019
72mm Camera Zoom Lens
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We face this flat surface every day. The wide distribution of personal computers and the internet has loosened our physical limitation toward space; we sit alone in
front of the screen while flying between places in a second with less real-world constraints like time, money and nationality.
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Jieun Kim, Kaleidoscope, 2018 [→ P 260]
Apple Inc, 15.4” Macbook Pro, 2018

Open your eyes so you can see the surface. It is in front
of you but not too close. It looks flat. Orient You now
move forward closer to the surface, so you can touch it.
Only at this distance, you realize its texture. Shift If you
walk to the left and to the right, you see its sides—its
hidden depth. Perhaps you are surprised by its thickness.
You bend your neck to the left and look at the surface,
which is now tilted. Calibrate Stepping backwards, even
farther from where you were, it is possible to see its
edges. You see the whole surface. Moving back farther
and farther, you see other objects in this space. In fact,
you notice space, and feel yourself connected to the
ground below. Soar You look down at your feet and
wonder, where is here? What placed you here? Where
are the others? You close your eyes and imagine your
body escaping the ground. You are soaring into the air
looking down at the world.

a

b

c

d

e

MOVEMENT
It is only through movement that you see the space
that lies beyond the fixed and stagnant single point
of view.
Walk to the side. Run.
Jump and soar from the ground.
This way, you will see how thick the surface is.
It is not flat. It is mass. Movement provokes new
ways of seeing beyond the fixed single point of view.
f
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In Lateral Thinking, Edward de Bono introduces the
idea that lateral thinking helps restructure patterns
with an emphasis on the escape from restrictive
patterns. Lateral thinking deliberately distances itself
from the standard perception of creativity as vertical
logic—problem solving. Lateral thinking produces new
patterns and suggests new ways of seeing the same
scene. Lateral thinking switches us over from a familiar
pattern to a new and unexpected one.
Perspective is a particular attitude and a point
of view. Perspective is relational, so the interaction
between you and space is crucial. Perspectives become
standard. Perspective becomes an established pattern
that can evolve to govern and dominate a culture. Once
a given perspective becomes dominant, this pattern
becomes a system, and people accept it as natural. This
naturalization creates a smoothness and helps keep the
culture efficient. For example, systems of measurement
are used to standardize and enforce a dominant cultural
perspective. In Korea, the metric system displaced
the earlier indigenous system of measurement. But the
indigenous system is still used when buying groceries
and fabric because it is more efficient in these particular circumstances. Ways of thinking are embedded
in these measuring units. I measure and read the world
through these perspectives.
“Once the patterns are formed, it becomes possible to recognize them, to react to them, to use
them. As the patterns are used, they become ever
more firmly established . . . But inseparable from
the great usefulness of a pattern system are
certain limitations. In such a system it is easy to
combine patterns or to add to them, but it is
extremely difficult to restructure them for the
patterns control attention.” 3
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NOTICE THE SPACE
I began to grasp a spatial sense when I noticed the
differences between the world that I learned about in
school and the space that I now experience. The world
has dimension, shape, and orientation—so does space.
Our concept of the world and of space have changed
with time. Representations of the world and of space
differ by decade, too.
“Rem Koolhaas’ Elements exhibition in Venice
aims to ‘modernise’ architectural thinking.” 1
Modernization here means “up to date.” Koolhaas presents an architectural ideology that fits the current day
with its new digital intersections. In this survey style

20

exhibition, the architecture is dissected into elements
instead of being presented as a completed building. It
is flexible to alter its possible forms.
My perception of space is also different now.
When I studied industrial design and architecture,
I saw space mainly in relation to a human scale, like Le
Corbusier’s Modular Man2. I see space now through
more flexible eyes, in scale and dimension, with the
mentality of a graphic designer. I look at the elements
of space, and instead of seeing them as parts of a fixed,
functional container, I see them as flexible, moveable
pieces that can be used to create immersive, interactive, and graphic environments.

1

l
2
3

Hobson, Ben, and Ben Hobson. Rem Koolhaas Aims to ‘modernise
Architectural Thinking’. Dezeen. November 04, 2016. Accessed
May 03, 2019. https://www.dezeen.com/2014/06/06/
rem-koolhaas-elements-of-architecture-exhibition-movie-venicebiennale-2014/.
Modular Man proposed a specific guidance to follow then became
a role model of architecture.
Bono, Edward De. Lateral Thinking: A Textbook of Creativity.
London: Penguin, 2009.
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SHIFTING PERSPECTIVES:
DEFORMATION

m

Lateral thinking suggests that the most effective way
of changing ideas is not from the outside, through
conflict, but from within, through the insightful reorganization of available information. I find lateral thinking
similar to a deformation approach, which I use often in
my process. Deformation twists the organizing principles of existing information, to defamiliarize established
and dominant patterns.
By changing information hierarchies, I can create
alternate interpretations of existing knowledge.
Rearranging the sequence of information changes how
we understand it. Reordering existing hierarchies
suggests that there are other ways to see and think,
and that multiple perspectives are possible. This leads
to important reflection. Why are things in this order
to begin with? What happens when I reorganize information? How does the power move and reshuffle
along with the meaning? What can this reveal about
how power is structured and maintained?
FACT AND FICTION
In the essay Mentality and Communication Design,
Els Kuijpers argues that the relationship between real
things and the way they are represented to us is not
actually a “one to one.” He writes that the relationship
is more like reality [fact] and the image of reality
[fiction]. There is reality, what is, and the way reality
is represented. Our digital space is fast becoming an
archive of our physical life. But the digital doesn’t need
to be an exact, duplicate representation of our life—
it can be more interpretive, more playful, and can move
between fact and fiction.
I am interested in multiple interpretations. If we
only attempt to represent reality, we will always be
trying to approximate “the facts.” This restricts what
we create to singular representations and limited perspective. Because we can never truly represent reality
in a 1:1, what we are making is always fiction. So why
not create different versions? Multiple versions make
it possible for us to recalibrate our perspective.
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DYNAMIC VISIONARIES
“The best way to predict the future is to invent it.”
Alan Kay, a computer scientist, at a PARC
meeting, 1971
The creative field has been expanding its boundaries
with the advent of machines and technologies. Behind
the scenes of these high-tech industries, there have
always been inquisitive people twisting and subverting
tools and environments beyond their conventional
function. In doing so, they create new, eye-opening
experiences that shift our cultural patterns.
In the 1940s, Herbert Bayer questioned the
logic of a limited field of vision in conventional display
styles in museums. Bayer was interested in achieving
a higher degree of communication between audiences
and the exhibition theme. To do this, he expanded the
placement of museum displays to a 360-degree angle,
instead of hanging them at eye level. Bayer dared
the audience to use their perceptive labor, breaking the
norm of the time, and asked them to engage with the
display in space, rather than offering them easy access.
Related to expanding the audience’s field of
vision in the 1970s and 80s, Muriel Cooper adopted
new computer technology to visualize the shift and
expansion of vision fields. She saw an opportunity expand the graphic design canvas to the computer screen,
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and to make the screen space dimensional and fluid,
rather than flat. This created alternative environments.

p

“In her early career, she regarded books are
neither static nor linear, but as dynamic ‘random
access‘ contents. At the Visual Language
Workshop (in MIT), she created an environment
that explored typography in motion and 3d,
and intelligent systems for laying out content
on multiple and diverse displays.” 4
In the 1960s, Archigram created paper architecture—
speculative design that was not meant to be built, but
instead created neo-futuristic images of alternative
realities to suggest other directions in architecture.
Instant City is a series of speculative cityscapes
filled with giant, colorful air balloons, screens and signage symbolizing pro-consumerism and overstimulated
mass production, which opposed the minimal aesthetic
of Modernism popular at that time. Their images proposed radical ideas in visual form outside the functionality and feasibility of traditional architectural practice.

4

Reinfurt, David, and Robert Wiesenberger. Muriel Cooper. Cambridge,
MA: MIT Press, 2017.
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LATERAL MOVEMENTS IN
MULTIFACETED TIME AND SPACE
“Cyberspace, or virtual space, came into our lives
after the middle of the 20th century and changed
our perception completely. Time and distance
became less relevant, and the world became
smaller and smaller. At first, virtual space or virtual reality functioned as an ‘addition to’ and
played mainly an instrumental role in our lives.
At present, in the 21st century, cyberspace is
increasingly being developed as an integrated
part of our physical lives, via concepts such as
the Internet of Things and Smart Cities.” 5
Satellite photography and the internet have expanded
our perception of the scale, interface, and access to
the world. My reach now spans from my computer into
outer space. I accept these tools and am ready to transcend my single perspective to see the world around
me through dynamic, multiple views. I imagine space
as a field of vision where contents are displayed and
performed. I use physical and virtual space to reenact
this concept in my work, and invite people to enter.
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Georges Méliès, A Trip to The Moon, 1902
Eadweard Muybridge, The Horses in Motion, 1878
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Muriel Cooper, David Small, Suguru Ishizaki and Lisa Strausfeld,
Information Landscape, 1994
J.R. Eyerman, photography, 1952
Guy Debord, The Society of The Spectacle, cover, 1983 edition
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“An eye in my inside! In order to see into space,
you ought to have an eye, not on your perimeter,
but in your side, that is, on what you would
probably call your inside.” 6
Movement allows for new ways of seeing in this multifaceted time and space, beyond a fixed and stagnant
single point of view. I am reorienting and recalibrating
myself and invite you to shift your perspective and
maneuver the space with me.

5
6

Johannisse, Sigrid. Augmented Technology. Amsterdam,
the Netherlands: Stichting Archis, 2017.
Abbott, Edwin, and Kevin Stone. Flatland: A Romance of Many
Dimensions. Lanham: Garrett County Press, 2011.
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so you can touch it.

ORIENT

You now move forward closer to the surface,

Only at this distance,

01

you realize its texture.

TEMPORAL TYPE
Rules for Drawing Open-Ended Letterforms
Within the field of graphic design, designing typefaces
requires dedicated labor and a refined technique to create
functional and beautiful forms.
Fundamentally, the resulting typeface must be legible
and readable, translatable to multiple contexts,
and structurally accurate. Like architecture, time is
an essential factor. That said, graphic design is more
ephemeral and as such, reactive.
In this independent study project, guided by James
Goggin, I associated type design with the value of
temporariness. Temporal Type creates rules and settings
for drawing open-ended letterforms. The processes
and the results are improvisational, quick and spontaneous in nature, inviting both non-designers and designers
to create. The four projects shown in this book first
investigate the perception of letterforms, before
questioning whether these forms cohere into a font.

TEMPORAL
Improvisation

AUDUBON
Site-Specificity to Nature

TEMPO
Draw with Duration

BRICKS
Site-Specificity to Cityscape

ORIENT
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TEMPORAL

Can letterforms capture the urgency of the moment?

A Rule for Making
Improvised Letterforms

In the first project of Temporal Type, I developed letterforms imbued with the spirit of improvisation. A group of
friends and I set random alarms to text each other. When
the alarm rang, we texted each other and assigned each
other the composition of one Latin alphabet or number
within five minutes. The result was photographed and sent
to me. Then, I translated all photographed alphabets into
vector letterforms.

ORIENT
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During this experiment, I was astonished by the diversity
of flexible and whimsical variations. These letterforms
are naïve, feverish and authentic. Each letterform hints at
where the maker was.

2
1

3

4

Left
1
2
3
4
5

5
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Text between Ji and Wei on Sep 24, 2018
S made by Wei
8 made by David
I made by Ji
A made by Jinhwa
F made by Tatiana

Temporal is a collection of momentary decisions and
provides platform in which time, variation, and authorship
work together. The type specimen created from the
photos submitted exists as a desktop site.

To expand my experiment, I nested the premise
of Temporal in the web. This new iteration is divided
into two parts.
On a mobile site, I ask visitors to take five minutes to
make one uppercase letter out of any object nearby them.
Participants take a photo of the letter they improvised
and send it to the Temporal mobile site.

ORIENT

Temporal operates as an ever-changing web font.
Variations of each letterform are added as more people
participate. Each letterform reflects its origin; outlined
letters are made in the daytime, and solid letters are
made at night. The speed of transformation of each
letter equals the number of variations.
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My dad retired after 24 years of teaching chemical
engineering in high school. He was 55 years old.
By that time, my parents wanted to move to the
countryside to get away from their busy urban lifestyle.
Preparing for their retirement, they traveled all
around South Korea to look for an ideal small town and
community where they could have a house with a farm.
It has been three years since they happily settled down
in a tiny village in Gurye, which is a picturesque farming
town in the Southwest part of Korea. Now, they are
the youngest people in the town.
In the summer of 2018, he was awarded funds from
the government that allowed him to hire someone
to design the town’s logo and wayfinding system. I had
a long conversation with my Dad about this.

PART OF THE CONVERSATION
WITH MY DAD
6:32 PM, AUGUST 22, 2018
DAD I feel like your logo1 and font choice don’t
reflect the nature of our town and countryside
well enough.
ME

Ok. Can you be little bit more specific?

DAD I can’t articulate it . . . It is hard for me as I’m
not a graphic designer like you, but I expected
something like this2?
ME

You mean calligraphic or hand-drawn? Do you
feel these are more of a countryside look3?

DAD It looks much more familiar than what you
suggested.
ME

That’s  . . . interesting. Do you think this is more
countryside-look like because they are not
clean lines? Each site is different and all have
their own distinctive features. I don’t think
this caligraphic texture represent a countryside
feeling. Or, if you want this hand-drawn
quality to reflect the feelings of your town,
what if you draw the letters yourself?

DAD Me? Caligraphy? But, it is not then a font. It is
just caligraphy.
ME

How are those different?

DAD I think a font is housed in my computer so it can
be used, whereas calligraphy is simply an image.
ME

ORIENT
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1

The logo that I proposed to my Dad.
This is selected at the end of their process.

2

The fonts that my Dad sent to me as examples of fonts that
have a “countryside” feel.

3

Countryside look (시골스러움): Korean dictionary defines
it as “the shape or manner that is old-fashioned.” I disagree
with this definition, and don’t think it represents the authentic
and homey-feeling of the Korean countryside.

Dad, we make your logo however we’d like. I am
just not sure these hand-drawn fonts represent
your town either.

AUDUBON

Is it possible to use the landscape to develop letterforms?

A Rule for Drawing
Site-Specific Letterforms:
Nature

Audubon provides a set of conditions to draw site-specific
letterforms inspired by the Audubon Wildlife Refuge of
Rhode Island. This project invites a visitor of the site to
participate, encouraging observation, and note-taking
to reflect one’s experience. Its process results in drawn
alphabets with the personalized tool.

ORIENT
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The following sentences collect my site-specific notes
that informed the type drawing tool below.

OBSERVATION NOTES
The group [of trees and plants] is very dense.
The baseline is the same, but their heights are all different.
They are grouped with similar length plants and trees,
and these small groups become a part of a big group.
They are growing up to the sky.
Their bowls are bent toward ground
because these parts get heavy.
The thick and thin balance between stem and branches,
and the long and short balance between stem
and branches are relational and regulated.

Left
Above

The final tool.
The two test versions of tools that I made based on my observation notes.

This is the version of the letterforms that I drew with the
tool shown on the previous page. The resulting letterforms
can vary by location, time and participants.
This personalized process of the letterforms documents
the specific time and space of the participant’s visit and
translates this information into abstract forms: letters.
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BRICKS
A Rule for Drawing
Site-Specific Letterforms:
Cityscape

ORIENT

What is the difference between translating nature and
translating the city environment into letterforms?
For this project, I walked around downtown Providence
in search of a spark to draw site-specific letterforms
based on the cityscape. Providence’s historic buildings,
and particularly its modular bricks, became the building
block of Bricks. Inspired by the downtown buildings, I
made modular letterforms with the bricks and introduced
historic buildings alongside the letterforms.

62

Modular Brick’s dimension is 92 × 57 × 194 mm. A lot of buildings in
downtown Providence are build with bricks. It reflects the city’s long
history; Providence is one of the oldiest cities in the U.S. On the
right page is a catalogue of the variety of Modular Bricks found on
www.beldenbricks.com
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TEMPO
A Rule for Drawing
Time-Based Letterforms

Can different durations of time be translated to the form
of letters?
In this series of experimental letterform drawings, I felt
that the rules and settings governing letterform drawings
are like a recipe. As this was the last experimentation
during the semester, I wanted to make an open rule—one
more interpretable by a drawer. I thought the written
condition to draw letterforms resembled music notations:
how to play is up to the player.
Tempo is a time-based performance, and there is only
one rule: draw letters with a metronome. A performer
imagines the shape of a letter on a large sheet of paper
before drawing. Then, they begin drawing whenever
the metronome ticks. With each tick, they must change
the direction of their drawing.
The metronome was set at 10, 30, and 90 bpm.
10 bpm	  LARGHISSIMO
		  Very very slow
30 bpm	  GRAVE
		  Very slow
90 bpm	  ANDANTE
		  At a walking pace
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Drawing letterforms at 10 bpm

ORIENT

1

5

9

13

2

6

10

14

3

7

11

15

4

8

12

16

74

A finished drawing at 10 bpm. It took 17 ticks of 10 bpm.
T
E
M
P
O

2 ticks × 10 bpm
3 ticks × 10 bpm
4 ticks × 10 bpm
3 ticks × 10 bpm
5 ticks × 10 bpm
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TEMPORAL TYPE
Workshop

A workshop held at the end of the independent study
drew Audubon and Tempo together. The workshop
tested the rules and gathered feedback from the participants. The projects are open ended and interpretable
by both designers and non designers.
While drawing two sets of letterforms, the group
discussed ways to encourage more people to draw
their site-specific letterforms and potential usages of
this way of letterform drawing.
Six people participated in the workshop:
Cem Eskinazi, Type Designer
Emily Guez, Graphic Designer
Hilary DuPont, Graphic Designer
James Goggin, Graphic Designer
June Yoon, Graphic Designer
Madeline Conley, Art & Design Educator
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A completed set of drawings of Tempo by all pariticipants. Six people took turns
to draw one letter at a time. The first line at the top was drawn at 90bpm, the
second was at 30 bpm, and the third line was at 10 bpm.

ORIENT
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The six participants took turns drawing. During their
turn, each person came to me, the workshop organizer,
to get a letter to draw. What to draw is hidden to other
people. In this way, words or sentences are gradually
revealed over time.
Collaboration is a natural part of Tempo. The whole
process encouraged the participants to work and talk
with each other while drawing.

Top Right		
Bottom Left
Bottom 			

ORIENT
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Maddy is drawing I at 90 bpm
Hilary is drawing D at 90 bpm
Workshop participants are celebrating the drawing

The participants enjoyed drawing letterforms with my
Audubon tool [→ P 48], because it constrained them to
draw letters to the preconception of the shape of alphabet. Thus, all of their letterform became inventive and
idiosyncratic.
During the conversation about Audubon after the workshop, all of their feedback centered at the personalized
process and the result of the project. They were excited
about the future possibilities of making their own tools
based on a filed trip to and observation.

Right		 Cem’s letterform drawing with my Audubon tool
Bottom		 Participants are drawing with my Audubon tool
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WALKING UP
CADILLAC MOUNTAIN
Book and Video
05:00

What is the difference between the digital and the physical journey to the same place?
In this video, I move pages of the unbound book one at
a time. The speed of moving pages is the same as the
proportional speed of me climbing up Cadillac Mountain
on April 15, 2018.

00:00

The images on each page are the ground of the mountain
that I photographed as I was climbing. Before traveling,
I researched the place that I was going. Nowadays, this
is done on the internet. In this vicarious digital traveling
space, I saw someone’s filtered experience of the place
through their lens. The physical space was translated into
images and information; the time and space of the place
are cut, sliced, and archived.
I was curious about differences between this archived
digital traveling and the experience of the actual/physical
visit of the same mountain. I wanted to recreate my physical journey into another format; which I determined later
at the time of visit.

00:29
00:05

As soon as I began to climb the mountain, I was deeply
absorbed in the action of each moment: persistent walking. The wind hissed and raged as my eyes scanned the
ground. I occasionally took breaks between plateaus.
The mountain was extremely slippery, still covered with
snow and ice, but I was mesmerized by the patterns made
by rocks and mosses. I noticed that the physical journey
was all about the process, whereas its digital counterparts
were focused on the results.
To recreate this immersive and time-based experience,
I decided to perform with a book instead of considering
the book as a final form. The book is divided into three
sections by an hour period: 8 am–9 am, 9 am–10 am,
10 am–11 am. Each section divider shows the distance
and the numbers of steps that I walked between two
points. The black box underneath an image indicates the
elevation changes as I move.

00:08

00:20
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00:55

00:57

The half page on the left is a marker for each section. Between 8 am and 9 am, I walked 1.9 miles and 5,278 steps.
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A black background on the page in the middle shows the elevation change. As I was climbing, the black background gradually increases from the bottom.
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02:15

03:56
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The last page of the book is folded horizontally. It visualizes the panoramic view at the top of the mountain and perspective change through it.
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04:41

Powerful Medium
Talk with
Richard Niessen
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RICHARD NIESSEN is a Dutch graphic designer and
educator known for his stunning posters and typography.
He is author, director and designer of the ongoing project
The Palace of Typographic Masonry. It is a massive
compendium of the history and presence of typographic
practices that he love.
We discuss the joy and excitement of doing graphic
design beyond just clearly communicating, and ways
to improve and diversify our awareness in our practice,
to more fully celebrate its power.

JI
I am interested in doing graphic design with the idea of space;
considering scales, dimensionality, perspectives and movements
as elements of graphic design.
I want to begin by asking about imaginary space. I was wondering
if the Palace is your imaginary space. How did it all begin?
RICHARD
We live in Amsterdam and at a certain moment, we started to work
on a building with a group of people. 42 households that are built
together in an apartment block with workstations. We also decided
to have a shared exhibition space. I started to fantasize that it would
be super nice if in Amsterdam there would be a small museum for
graphic design. I pitched this to the other 42 households. They didn’t
agree that I would permanently occupy that space. So, I just started
to think, I can also begin with imagining how that museum might
look, or what kind of rooms there would be. I thought it might be even
better [to have it be] a palace, which also represents the country.
I thought of it as The Palace of Typographic Masonry. I call graphic
design The Typographic Masonry. I started thinking about how many
wings and rooms there would be. In the beginning, I just fantasized
about it. I thought that for each lecture that I give, I would come up
with another workshop as one space. I would come up with another
space and research could be my sources to fill the space. For instance,
I created the gate of ciphers and codes. A pavilion of honors. It was
a workshop I did with students, in which they all had to create a pavilion for a famous graphic designer or architect. And then after a while
I thought it would be nice to create a poster to announce these events.
I started to design the posters, and later on, whenever I had talks
and lectures and workshops, I thought it would be nice to create more
of an installation. So, after that I made a couple of installations. Then,
I started to invite other people to join. So, when we were making
a book, did you see the book Fig 1 is here?
For the book, I started to invite other people for exhibitions. . . to work
together. I opened up the Palace in a way. If you have an idea of a
space that you want to add to the building, you can just email me. We
can see in which department we would place yours.

1

Richard Niessen, The Palace of Typographic
Masonry, 2018

JI
I’m curious about the relationship of your work and research to the
idea of this palace, because having the idea of the palace or calling
it typographic masonry helps to shape the type of work. You use the
word “lobby” and “tour.” Were your posters influenced by this idea?
I remember that you made physical blocks.
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RICHARD
These are all the posters Fig 2 that I made so far. I use different blocks
on each poster. This was the first one, with the basic bricks, you
might say. And then later on, each poster was constructed out of a
different element. The first bricks function as an identity, in a way
like a logo. In each poster, there’s the puzzle pieces as bricks, and so
on. It’s how I made the series, which has 12 posters now. The idea
is that to add something to the Palace, you make your own visuals
as an overall identity.

3

Hendrikus Th. Wijdeveld. Internationale,
Economisch Historische,Tentoonstelling, 1929

4

Hendrikus Th. Wijdeveld Architectuur,
Frank Lloyd Wright, Tentoonstellung, 1931

JI
I was wondering why posters?

RICHARD
To announced the events. There were only lectures [at the beginning]
and I thought, you could have nothing physical after this lecture, or
workshop. So, I printed the posters and then I could announce where
I would be teaching. And I also can send them to all kinds of other
institutes to put them up. I noticed that once you have a printed
object and the imaginative thing suddenly really exists. It’s a little bit
like the building we are in now. We did build it. It also started with
just a poster and as a means to associate with other people.
JI
Posters really make people excited. When I first saw your poster,
I thought it had some kind of optical illusion. It has the complicated
and maze-like structure—an architectural feeling. You mentioned
that you think architecture and graphic design are related. Can you
tell me more?
2

RICHARD

Richard Niessen, The Palace of Typographic Masonry Bulletin Board, 2018

It is related with one of my major influences—the Dutch architect
and designer Hendrik Wijdeveld. He was working 100 years ago.
Back then, you worked with a movable type, so he was using the
metal type. [When working with metal type] The elements made
up a line, then put them all on top of each other. Designing a poster
is like designing a facade of one of his buildings Fig 3, 4.
He was initiator and art director of Wendingen. In the magazine,
there was an article describing the relation between typography
or graphic design, typography and architecture. An architect puts
windows and doors into the facade, just as a typographer puts
graphic elements in a flat field. Rhetorical elements into a flex field,
in a way. It is an overlap in the two professions. When I make a
book, the space of the book, the way you walk through the book,
going from one place to another, and how you distribute the content
is almost like how you distribute space in a building. When I think
about a book, I think about spaces. You come from one place to
another. To me, the comparison or the analogy is very evident.
Working with these bricks is real—three-dimensional. I’m going
to really work with these elements and show them just as they are.
I made the composition live and take a picture of it and then trace
it or translate it into two or three colors. There was a lot of fun in
doing this, as well!
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Anthon Beeke, Holland festival Poster, 1995
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JI
I came to graphic design from an industrial design and environmental
design background, and also took several architecture classes.
Making by hand and working with the physical and tangible is an
important part of process for me. But, when I moved to graphic
design, I spent much more time with my computer.
RICHARD
Staring at the screen all the time! It is, in a way, where you look
at graphic design now. When you restrict yourself to the tools or the
programs, you will find that you make the same thing.

completely changed. The theater group is branding itself—so there’s
just the name of the play. There’s no content in the images. I think
it doesn’t take advantage of what graphic design can do. It’s pitiful.
JI
I read the essay in 1:1:1. I really liked when Els Kuijiper writes about
“connotation.” Graphic design is connotation—it’s like chemistry. One
plus one can be something else, that creates something totally different. I think this way of designing is like a performance. For instance,
your poster performs, more than informs, the information.
RICHARD

RICHARD

I think my posters are different from the case of 1:1:1 Fig 6, 7. In the
publications, we’ve tried to create a portrait of the artists. So, they’re
all very different. This was also born out of frustration, because when
we’ve been asked to make a catalog for a museum or artists...a lot
of these publications seemed to look different but, the structure is
almost the same. There’s always a text by the curator and then later
you will have the images of the artworks. There’s nice typography,
and a nice paper choice. It is tidying up the information. Making it
look nice. It’s almost like cosmetics. What we tried to do was, first
of all, try to make a sort of a documentary out of the interviews
that we took.

There are a lot of people making beautiful things. When you look
at the streets, in public space, you see lots of institutes and the public
sector [are creating beautiful things.] Which is of course bigger in
the Netherlands than in the US.

When you watch the documentary, I have some images showing at
the same time. We wanted to experiment with how to bring those
things together. It was nice to work on that to find ways to connect
this type and an image.

JI
In the lecture at the Cooper Hewitt, you mentioned that graphic
design nowadays have been simplified and flattened and that it is
becoming homogenous. The idea of a stability...that people are seeking consistent outcomes. Are we starting to lose the excitement
in graphic design that we had several decades ago?

I was talking with Jan Van Toorn yesterday. He was a graphic designer in a moment in time when things were informalized. Institutes
were really opening up, and trying to seek contact with the audiences.
For instance, the Stedelijk Museum at that time was under the
directorship of [Willem] Sandberg, and they built a new addition to
the museum, which was an open structure. The idea was that when
people would be walking on the street, they would immediately see
what’s going on in the museum. It was direct contact between the
museum and the streets. That was the philosophy. I remember the
moments that I was in the museum in the eighties or nineties. It felt
like a sort of a clubhouse. It was super-easy and accessible, without
becoming stupid.
It was such a nice approach to show art and to inform people about
art. How to invite people to come in. If you look at the Steidljik
museum now, it’s a weird shape. It’s completely covered by super
lightweight material. It’s the opposite [of this earlier idea]. They really
make want to make an impression. They want to add to their status
as an institute. It’s translating this to the design and means that when
you see a poster or the identity of the museum, the museum communicates the strongest. You see the identity of the museum, which
is always there. It creates a frame in which the artworks are allowed
to function.

6, 7

Richard Niessen, Esther de Vries, 1:1:1, 2016

In the seventies and eighties, there wasn’t an identity for the museum.
It was a bit messy. Designers were just asked to make a poster for
a certain exhibition and tried to translate the content of the exhibition
into a poster. The same thing happened to theaters communicating
to their audience in Amsterdam. Anthon Beeke translated the themes
of into beautiful, poetic, confronting posters Fig 5. Even if you didn’t go
to the play, you were invited to think about the play. This has also
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JI

JI

I can feel that you really liked doing this. I feel the energy from your
work. What’s exciting when you are working on the project or doing
graphic design?

What are you into at this moment?

RICHARD

RICHARD

There’s so many things. I’m always interested in how I can develop
my own language. I’m interested in how to continue with this palace
idea, because making these exhibitions is quite a lot of work. We had
an exhibition in France Fig 8 last year and now all these works have
returned. The workspace in the downstairs is completely filled with
boxes of this work. I have to find a way to make smaller objects.
Maybe it will only be publications in the future. That might be an exhibition as well. We have to find out. I’m very excited to find out which
direction this will go for the rest of time.

I started to recognize that as well. When you find the right forum or
you find the right approach to present the content, that’s where the
excitement is, that’s a win. It has to do with getting a grip on the
world somehow. When you have these moments, you suddenly understand the universe when the things come together. It’s like solving
a puzzle. After a long search then unconsciously, you suddenly get to
the core of a project. That’s very exciting. But it becomes a rare
moment when working with commissioners. Most of the time they
have their ideas of how to present themselves.

I’m interested in how we can find a way to open up the institutes
again. Last week I wrote four letters to the Minister here in the
Netherlands on graphic design. I sketched what I’m talking about right
now—these institutes used to open up and we would have a democratic guide like an example country. We had beautiful bank notes Fig 9.
In the world there are a lot of people-shared public spaces. We
invested [in design] so that everyone from a brick worker to a bank
director would be able to appreciate the beautiful bank notes in the
world. There was a real interest in designing the country in this way.
And I think this ideal has disappeared. There’s no shared identity,
although this identity is weird thing. But people used to be a form
of collective official memory. But now it is mostly just clichés.
The foreignness of this flatness—it really worries me. I never started
graphic design to be part of this flat world. I started to be part of
this mechanism that translates ideas and ambitions into forms. I really
would like to find ways to do this in the 21st century. If you look
around, design is mostly used by big companies. They’re pretty influential in how they show us the possibilities and impossibilities of the
world that we are in today. We should find ways to make the government, or at least the people in power, alert to this powerful medium.

8
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Richard Niessen, Building Site Exhibition, 2018
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Els Kuijer, Ootje Oxenaar, 2012
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you see its sides — its hidden depth.

SHIFT

If you walk to the left and to the right,

Perhaps you are surprised by its thickness.

You bend your neck to the left and look at the surface,
which is now tilted.

DEAR NOAM, PLEASE HELP
Print
40 × 28 inch

This multifold booklet is a fictitious letter sent to Noam
Chomsky.1 The letter is written by Jinyoung Lee 이진영,
a South Korean train conductor and a leader of the
worker’s union2 for Korail 코레일, the company where
he used to work.
This story is based on the real legal case of Jinyoung Lee,
which occurred between 2016–2017. He was under
investigation for allegations of antigovernment activity due
to the online archive Labor’s Book 노동자의 책3 that he has
been running. Labor’s Book archives out-of-print articles
and books in literature, politics, socialism, and socioeconomics. The government suspected Lee of promoting
communism and North Korean politics; however, he was
eventually acquitted because most of the books archived
were available from the National Library of Korea and also
in any used book stores.
In this large, provocative letter, Jinyoung gives details the
specifics of his bizarre situation. It is designed with blue
and red to symbolize South and North Korea. On the centerfold, it lists 100 books forbidden by the South Korean
government.4

1

June 22, 2008, The Ministry of National Defense of South Korea
released the list of 23 banned books. This means nobody is allowed to
read, own, or distribute these books during military service, which is
mandatory for all male citizens in South Korea.
Two of Noam Chomsky’s books; What Uncle Sam Really Wants
and Year 501: The Conquest Continues are listed because they are
pro-North Korea and anti-United States.

2

In South Korea, some companies officially ban labor unions;
Samsung and POSCO don’t have a union. Korean Teachers and
Education Workers Union members are often called out in public
as “lefty” or “communist.”

3

www.laborsbook.org

4

As of Jan 6. 2018, the date this fictitious letter was written, a total
of 1072 books, 1584 periodicals, and 121 miscellaneous items has been
officially banned by the South Korean government. However, this law,
the National Security Act Article 7, was made in 1980 and has not been
updated since 1990.
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The image in the middle is a scanned verion of the South Korean National
Security Act Article 7, in both Korean and English. This is available to
download on the official website of the National Law Information Center
of South Korea: www.law.go.kr
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This book is designed with two colors. Blue symbolizes South Korea and
democracy, and red symbolizes North Korea and communism.

This spread highlights forbidden book titles. These books are considered
“pro-North Korea and communism” by the South Korean government.
Only the four books in blue boxes have been removed from the forbidden
books lists, after their authors or publishers sued in court.

THE LOOP OF THE WORLD
Video
02:44

How can the human race venture forwards into space
in the wake of colonialism? An answer might lie in how
we interpret and re-sequence our histories.
In this project, I took on the role of sequencer, rearranging
and editing elements to pluralize a singular vision. I juxtaposed multiple histories that belonging to different times.
This video highlights human history in the world from a
speculative point of view in the form of an abstract visual
narrative. Many images and videos used in this work
are found in historical footage but visually reinterpreted
to introduce an uncanny twist.
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CLIMATE JANUARY
Poster Series
Book
8.5 x 12.25 inch

This project began as a daily poster project for climate
matters in January of 2018. Each poster presents a headline from daily climate articles in the New York Times.
As an extension of a daily poster project, all posters, and
other crucial headlines are consolidated into a book format, printed on newsprint. On the headline pages, the
white background is used for positive news, and the black
background is applied to negative news.
This project aims to raise public awareness about climate
change visually. Every day, I selected one article and
quickly responded to it with visual form. I used mainly with
nimble typographic gestures to capture the urgency of
each article.
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BEAUTY MEASUREMENT
Video Projection
Documented as Video

Our faces are always on display, and people often talk
about the appearance of others without guilt. We then
apply an arbitrary measurement to this “beauty metric.” In
this work, I superimposed the “beauty measurement” on
peoples’ faces to put our everyday bad habit on display.
This projected image is a diagram used to measure
the score of a beautiful face. As I chatted with each
participant, the diagram scans their face, while speech
bubbles—the iconography of commentary—gradually
cover the surrounding space.
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PRISM
Installation in Space
Looped Projection

What makes a space a space? What defines and divides
a border? How can I make the invisible tangible?
In 2017, I installed a bridge, which is made of a colorful
spectrum of light in the lobby at CIT, where most RISD’s
grad design studios are located in. Over the past two
years, I was always amazed by the significant difference
between the CIT and the quiet of the outer world.
It makes this building almost a spiritual sanctuary. The
line of inquiry made me recall a bridge, connecting
and disconnecting the secular world and religious world
in Buddhist landscape architecture, constructed a PiAn-Gyo, the first bridge in a temple. My goal in this
project was to bring to light this tether one hidden and
embedded in the space already.

PERSPECTIVE READING
Website

Conventionally, one reads printed texts on paper, turning
the pages to move forward. However, while reading, one
often performs a massive amount of internal work along
with the external research beyond the primary text. The
texts have an enigmatic quality.
Perspective Reading creates a reading space that transitions from a flat surface into the digital. At the first
stage, there are only texts on the website. When each
[image] figure number is clicked, each chapter rotates
40° backwards in the z-dimension to reveal both texts
and images together.
In Korean, the word “book space” translates to “book
surface.” A concept of space defines one’s perception of
an environment. Both physical and digital spaces could
be infinite voids. The fact that these surfaces are called
“spaces" prompts rethinking they physical “spaceness"
of the digital medium: axes, scale and even the idea of
construction in the digital.

SHIFT

When activated by a user's click, on each figure number, i.e. Fig.17, the chapters
rotate 40° backwards in the z-dimension. As a result, you see both texts and
additive images together.
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I separated texts and additive elements: the texts are different from the images
on the previous page, and leave room for the imagination.
The typography is designed to show the space. I am inspired by George Perec’s
Species of Spaces, and The Aleph by Jorge Luis Borges, in which “words
contain the whole world.”
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Don’t You Think Dreams and
the Internet are Similar?
Talk with
Laurel Schwulst
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LAUREL SCHWULST is an artist, a writer and
a designer. She leads the design practice Beautiful
Company and teaches at Yale and Rutgers. She also
programs and produces content with Left Gallery,
and has worked previously as creative director of
The Creative Independent and with New York-based
design studio Linked by Air.
I relate to her philosophy of computation and
the internet warm, kind, and humane. We talked about
five keywords that I brought: space, movement, tool,
imagination and force.

JI
I wrote some words down during your talk on Thursday. These
are terms that resonate with me, and they also relate to my work.
Let’s pick one and talk about it.
LAUREL
Yeah. [picks SPACE]
JI
I found a lot of spatial sensibility in your work. I wonder why
you started this.
LAUREL
Maybe it’s because I often work on a flat screen. To extend the
flat screen, it’s important to be thinking spatially.
I also think that screen-based experiences should heighten your
experience in the real world. It’s not like you want to take away
from the real world. We should use technology as a way to heighten
or enrich our experience in the real world. If there’s a link between
the two, it’s really good. A lot of people have told me that my work
is immersive or experiential. This idea of sense and air and things
around us—I feel space is about that.
JI
Ambience or atmosphere? I’m interested in space too. It’s something
that I can be inside. Having that kind of real feeling from the work
is essential. When it comes to graphic design, I felt the scale [of
works] changed. What I can design feels limited to the paper size or
this screen size.
Especially internet or screen-based work is interesting because it
looks rectangle but actually it’s just a frame. So, the scale is flexible.
It can go even deeper. You use a lot of MOVEMENT. It is like you’re
traveling somewhere.
LAUREL
Beautiful Company, Very Interactive Website,
www.veryinteractive.net
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It’s like a TOUR.
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LAUREL

JI

It is kind of exploring indefinitely, like something more horizontal or
landscape-oriented—I’m really interested in. Exploration. It was
fun putting together the talk this time because I played this animation
of the United States morphing into each other. I made it when I was
at RISD. The idea was that when it went back it would get more
blobby. Like I would use the hybrid, the in-between shape, instead
of the actual shape. Each time it did it, it got even more blobby. Just
kind of this idea of “make believe” lands that I’m really interested in.

I wrote another keyword: IMAGINATION. I think the direction
is important. You like to think with “horizontal landscape,” and just
mentioned “going deeper.” I wonder your relationship between
your TOOL and the way you think.

JI
I was looking at your Arena channel and you introduced the
Bell Hook’s quote there.

I feel using web and the computer is fun, but sometimes people
design it in a way that’s previously informed because it just functions
that way.
I think graphic design is broader than that. What is a way to use
the web to do graphic design? I thought it might be the way that the
web can be shaped.
LAUREL

“What we cannot imagine cannot come into being.”

My vision of what graphic design expanded once I graduated and
started exploring. I wonder if that’s related to this idea. When I was in
school, I was very frustrated when professors would be like, “What’s
your idea?” Or, “What’s your intent?” I actually wouldn’t really know
what it was. I think when you’re making something, no matter what it
is, you just have to feel what it feels like first, and then maybe later
you can understand what the point is.

I liked it and I used it for one of my works. This sentence means
a lot to me because it talks about “make this happen” situations
while working with technology. I saw another quote that I like
on your website again. It was on Sarah Hamilton’s website. It is,
“don’t you think dreams and the Internet are the similar?”
LAUREL

JI

That’s funny because I was looking at that. That’s from a movie
Paprika. I haven’t seen that movie in a long time. I was going to use
that image as a basis for a project I’m doing in my class right now.
We’re making a collective webzine with my Yale class.

I think I have freedom when I use a digital medium. Freedom to
play with it. My work is getting more playful and flexible in scale,
and sequence. I feel more whimsical in a way, because it doesn’t
feel permanent. So, I can be much more expressive. I also find
play is big part of your work.

I thought if I could engineer it in some way, I would like it to be about
the relationship between dreams and the Internet. It isn’t just saying
because I’m one of these maps, there’s dreams over there. I think the
relationship is quite interesting right now. In my class, we’re generating an idea for what we’re all going to do together. One person had
an idea called an interactive class Onion.

Beautiful Company, Junes’ Website, http://junes.site

It is about layers and transparency. Building something up and
seeing the thing below it. I don’t really know what’s going to happen,
but there’s something about that reminds me of dreams. Like this
going deeper.
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LAUREL

JI

It takes a long time to put in content to a website. But once you do
it, there are just so many possibilities that can emerge, because
you’re playing with the way it’s presented. I think digital allows you
to easily make variations and change them. I was also thinking about
tool and how Flight Simulator worked. It’s funny because I’m trying
to remember if I had the idea for a Flight Simulator or I was doing
the imaginary flights ritual. They happened around the same time.
When I had the idea for the APP, it took me a long time to actually
design it.

I took classes in computation. We often discussed machine learning
and AI. I found something really interesting from these classes—
there are certain aesthetics that people are in favor of. Which feel
very cold and synthetic. Whereas, I like your approach to computer
technology and the internet. It is humane and warm.
LAUREL
It is interesting how people, even though they’re doing creative
things in that world, develop an aesthetic. I don’t know if they’re
totally aware of it. I don’t really know because I’ve never really
been in that world.

But once it was finally made, it felt people came up with their own
rituals or habits and that was really inspiring. I’m still working on
it, but I want to tell everybody that there are lots of new things they
can do with it to heighten their experience.

It could be more performative . . . thinking about the elements of the
space, more like lighting or music. I think usually the people don’t
think as much about all of the elements. This is just my take on it,
even if their work sometimes is really cool. I think they don’t know
how to convey it. I feel authorship is about making choices. The
problem I find in a lot of that work is [that it isn’t] making choices
or it is just generating a bunch of stuff. What’s the point? You’re
not making any statement that I can [use to] make my life better.

Beautiful Company, Sarah Hromack’s Website,
http://sarahhromack.net
Image on the website is a still from Paprika.
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JI

JI

You are a part of SFPC [School for Poetic Computation] community that cares a lot about people with it. Whereas, I also see
other groups focused more on the technology itself. It’s about the
thing and what you say is about people inside of it.

The last keyword I brought is [invisible] FORCE. You mentioned
that you were more interested in asking “why” when you were
at school. I guess they might be related.

LAUREL

LAUREL

Yes, that is true. The studio Linked By Air cares a lot about people.
They’re like a family. That really impacted me.

It’s funny because looking at this word FORCE, it looks very intense.
I’m interested in the forces that are very subtle. It’s easy to pay
attention to big strong ones, but it’s actually the ones that are happening every day which I think really important.

JI
This transition from physical to digital medium feels very natural.
Design tools have been always changing, but we are reacting in
a very interesting way in this print-to-interactive medium.
You said that you want to heighten experiences. I guess people got
confused because “heighten” can be translated into very different
ways. Is this quality or quantity?
LAUREL
That’s interesting.
JI
You mentioned about authorship and authority. When the size of
a project is too big, these might be difficult to achieve. On the individual level, I think I can do my own thing more flexibly.
LAUREL
I want to think that big projects can have authorship too. It just
depends [and] that everyone’s on the same page about what the
goals are. Maybe it’s about project management. But a project
that a museum does. . .I think sometimes museums should act like
artists, in some cases.

Linked By Air, Future Expansion Website
http://future-expansion.com

Linked By Air, Economy, http://ecnmy.com
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Laurel Schwulst, Soft, Flight Simulator
https://flightsimulator.soft.works/
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Stepping backwards, even farther from where you were,
it is possible to see its edges.

CALIBRATE

You see the whole surface.

Moving back farther and farther,
you see other objects in this space.

In fact, you notice space,
and feel yourself connected to the ground below.

TYPOLOGIC ORCHESTRA
Audio-Visual Interactive
Setting on Adobe Bridge
Documented as Video
01:00

I wondered about the sound of categorization and
imagined the harmony of difference. I arrived at
an audio-visual system by twisting an existing tool:
Adobe Bridge. Then the sound is “played” by
these images.
I categorized objects that I found in grad studio by
assigning colors to seven musical tones. Thus, a visual
classification turns into a musical notation, playing
chords. I envision this instrument as creating more
synesthetic experiences from typological subjects.
Do
Re
Me
Pa
Sol
La
Si

The Adobe Bridge filters on the left have seven sections. Each section
categorizes each colors—all seven color tabs. Images can be selected in
the thumbnail window.

Re

Re

Mi

This is a harmony that triangular objects created.
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Si

This is a harmony that circular shapes created.

Do
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La

Si

Si

This is a harmony that linear shapes created.

Do
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SQUASHED SPACE BROWSING
Installation in Space
Projected Website

Squashed Space Browsing recreates the physical journey
of walking inside a building digitally to expose the uncanny
distance between the two.
I was inspired by image-mapping technology that wraps
images or textures on the surface of a shape to generate
a realistic three-dimensional scene. This technology
restricts its environment to a minimal structure with one
perspective, a cost effective solution.
I reenacted this process to recalibrate the photographs
of the interior of 2 College Street building at RISD.
The sequence of the physical space is broken down into
surfaces, and a blue door acts as a hyperlink connecting
these. The images are distorted to make the door the
same proportion while displaying the blank part of the
unmapped surface.
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This project simplifies the structure of the building to
a rectangular plane, mapped with an image of walls and
doors. The walls are arranged linearly, and doors link the
entire space. As a graphic designer, I interpret physical
space in this way breaking sequence like turning a page,
unlike the seamless digital plane of Google maps or VR.
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By simply repositioning myself to a different setting
(in this case, computer-generated graphics) I can
see things in a different angle.
In Squashed Space Browsing, a traveler becomes
a still viewer. Staying at one vantage point, each
step which triggers a sensor turns the web page to
the next scene, moving forward to another space.

THE NEW NEW WORLD
Printed Plates
Each Plate 6 × 9 inch

The New New World is a map of a speculative world.
I offered a response to a written dictionary and an extensive collection of geographical gazetteer of the world,
which had discovered by 1866. I was fascinated with the
many numbers of pages describing places whose name
starts with the world ‘new.’ I reorganized them by order
of multiplicity of the same named sites then visualized
this speculative land with basic geographic shapes. In the
map, the size of each shape bearing name of place correlates with the frequency of the same name. The project
deforms the fact and cracks open the irony of the obsession of European colonization to New Worlds. Here
I shattered the geographical flat plane through filtering
to expose the madness of conquest.

The menifesto of the New New World, which was written as a parody
of the introduction of the Disney World’s website.

It is comprised of ten separate plates. These are ten
seperate plates and the back of the New New World.
Each plates visulalize the history, demography, or
geography of the New New World.
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The front of the ten plates is the map of the New New World.
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CALIBRATE MYSELF
Self Portrait with
Image Projection

I photographed myself occupying digital space. The projected images are the basic calibration system in the
digital environment; an RGB color spectrum, a web safe
color swatch, and a pixel placeholder. In digital space,
the scale is flexible. Thus, it needs to have a parameter
figure, such as a SketchUp person, to show the relational
dimension. Here I use my body as a measuring unit.
I extended my arms outward to measure and maximize
the size of the space.
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GIANT RGB
Print
5 × 8 feet

I installed this RGB color corner in a studio room inside
the Fletcher building. Each color block is a tabloid page,
printed with red, green or blue. The blue tape around the
color blocks measures the dimension of the work, which
is 5 × 8 feet.
I filmed the installation and selected one scene to print
large at the same dimensions of the blue tape: 5 × 8 feet.
The print was hung on the flat wall creating an illusory
corner. On the print, the installation looks static and
computer-generated because of the high saturated
default color on screen. The color block resembles implying the XYZ axis in 3d computer programs, with each
color page implying a pixel.
In the accompanying video, it also looks flat and static,
but each paper color-block subtly responds the breeze
from time to time.

CALIBRATE

213

CALIBRATE

215

CALIBRATE

217

READING READING BOOKMARKS
Risography Print
2.5 × 10 inch

In 2017, RISD featured a travelling collection of the
2016 winners of the Most Beautiful Swiss Books that
is organized by the Swiss Federal Office of Culture.
Reading Reading is a celebration of books and the reading
experience. The reader reads not only text and image,
but also context, materials, production, and experience
when interacting with a book. This exhibition prompts
an interpretation of reading as both a verb and a noun—
a process, as well as an object to be examined.
In the show, I was on the identity design team. One of
my responsibilities was designing captions for the books.
My focus for the caption design was the physical and
emotional length of the action of reading books—which
I find very intimate. To introduce each book, instead of
having a caption, a set of two bookmarks were placed
between important pages which highlights the distinctive
features closely. The first has the book’s written description, and the second contains the book’s colophon
information with its margins. These bookmark captions
suggest two different ways of reading books and draws
the reader inside to look closely.
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What placed you here? Where are the others?

You close your eyes and imagine your body escaping the ground.

You are soaring into the air looking down at the world.

SOAR

You look down at your feet and wonder, where is here?

Computer Vision, Perception
and Extrapolated Creativity
Talk with
Thomas Serre
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THOMAS SERRE is an Associate Professor in
the Cognitive Linguistic & Psychological Sciences
at Brown University. He is a computational neuroscientist, and his research seeks to understand
the neural computations supporting visual perception.
I met him to talk about perception and vision in
neurocomputation and its possible future in art and
design, in the age of AI and neural networks.

JI
I am interested in the relation between perception and vision.
I believe that they are relational, so influence each other. And,
based on my experiences, my perception and vision are renewed
simultaneously.
As I am new to your field of research, and when it comes to the
computational model of perception and vision, I don’t easily grasp
what they are like.
THOMAS
I have a specific aspect of perception, which is recognition. Visually,
the cognition would be a set of problems that can be solved by human
subjects. Like object recognition. I’ll give you an example of rapid
visual categorization or recognition I flash an image, and I can ask
you, “Was there a car?” That would be an example of visual image
categorization—visual object recognition. Everyday vision is a
different story.
You can put people in front of a computer screen and ask them to
solve all kinds of tasks. You can ask them to draw the boundaries of
objects. We call that boundary detection or object segmentation.
You can show them short videos and ask them to recognize an action.
We call that action recognition. You can leverage vision for navigation.
You can try to create, you can use vision to try to control a robot, so
that our robots can go from point A to point B. We call that visual
control. When I say your whole perception, I usually mean a subset
of visual perceptual tasks that are visual recognition in the field.
JI
Can I understand what you said as simply input sets?
THOMAS
I think visual perception is the interpretation of images and videos,
and the content of these images or videos. What’s the relation
between the subjects or between people and objects in the scene?
Really, interpretation or understanding of it.
JI
I am really new to all of this subject matter. So, I had to understand
the basics of neuroscience and computation first. Those two
sounds very different to me, in the way that science seems different
from engineering. Neuroscience researches backwards to understand why things happened. Whereas, computation, like coding, is
creating a set of algorithms from scratch to execute results. How
are those connected?
THOMAS
It’s forward versus reverse engineering. When you’re trying to be on
the vision system, you can go two ways. You can use first principles in
math, physics, computer science to build a system from scratch. Then
the alternative is the reverse. So, you take a working system and it
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gives us vision. It could be any complex system. And you try to open
the box and try to figure out what every element is in this system in
order to try to replicate it.

I realized that they were able to get much better accuracy than all of
the other existing computer vision systems. This is around the time
where people realize the power of neural networks and people started
using and testing those neural networks on all kinds of problems.
They found that almost any problem that tried neural networks
worked better than the state-of-the-arts. To some extent, you could
say that most modern, deep neural networks are somewhat motivated
by biology, because the initial motivation was based on actual neurophysiology work done by Hubel & Wiesel on the primary visual cortex
that says neural networks. I’ve highly simplified.

Some people would tell you in computer vision that you don’t need
to worry about the brain, and the example that people usually offer
is airplanes. People have been trying to fly by mutating birds for
centuries and it never worked right away. But by forward engineering thermodynamics, physics principles and a lot of the design of
airplanes—airplanes don’t fly at all like birds. This is the distinction
between forward engineering and reverse engineering.

Most of my work has to do with studying how biological neural networks work figuring out what’s detail and what’s important. My
suspicion is that there are aspects of real neurons that are missing in
modern neural networks. That’s actually critical to allow us to see the
way we do. A lot of what my lab does is trying to break modern deep
neural networks. So that they fail in some conditions where humans
would succeed. Then the hope is to study human vision from a neuroscience perspective, to be able to figure out what the mechanisms
are in human brains that allow us to solve these tasks that are so hard
for artificial neural networks.

JI
I saw your study and thought, “It might be different from
straightforward input and output computer algorithms.” Your
study is aligned with the biological studies. Can you tell me
more about what’s really different?
THOMAS

Then we can leverage that knowledge, inject that knowledge on those
mechanisms in modern neural network architectures to try to bring
their level of performance to a level that is more closely matched to
that of human observers.

Yes. The current deep neural networks are somewhat motivated by
biological considerations.
There’s seminal work that was done in the late sixties by Hubel &
Wiesel’s. They got a Nobel prize for their work. They were the first
one to poke around the primary visual cortex. Most of the recordings
before them were focused on the rights. He knew maybe the next
step beyond the Retina but people have never really looked inside
the visual cortex.
They were maybe the first people to start thinking about types of
visual responses [that] could be obtained as a result of the way neurons wire together. Although this was on paper and pencil, this was
probably one of the very first computational models that people
have thought of this internally motivated work in the 70s. One of the
first, if you’re shown a visual system, was the Kunihiko Fukushima
as neocognitron that was inspired by Hubel & Wiesel’s work. But he
actually got to implement some of those ideas in a computer. Then,
people came up with different ways to train neural networks. That
led to the convolutional neural networks that are behind all the successes of today’s AI and computer vision.
I took a long route, but it’s to show you that computational modeling
doesn’t necessarily mean that things run on a computer. You can do
computational modeling with a paper and pencil, then instantiate
those ideas on a computer by programming and getting those things
to compute in response to images. That would be other kinds of
computational models in the early days. Just 10, 15 years ago, the
computer vision algorithms that were used for machine vision and
for AI, all neural networks. They were engineered systems that
actually bear very little resemblance to the way biological neural
networks work. As I mentioned, somewhere around 2012 neural network study [becomes possible] because of a special kind of hardware
GPU, which is the same GPU you’re using for graphics rendering.
Those GPUs are ideal for a simulating convolutional neural networks
on your own networks. People study a new generation of GPU to be
able to train this neural network on much bigger [scale] than before.
The first people actually were able to train on a very big data set.
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Our accuracy is not just quantitative. It’s also the fact that there are
tests that are really hard. A lot of what we do show that some tasks
cannot be learned. For instance, in visual reasoning, we show pairs
of random items like clothes, or contour. People can learn that task
very efficiently. I can show you arbitrary objects you’ve never seen.
You’ll be able to see whether they are the same or different. A lot
of our work aims at figuring out what it is that allows your mind to
|solve those tasks. Some of those tasks require things like tension
or memory, short term memory, working memory, and that I’m missing those in neural networks. Our assumption is that if we add those
mechanisms and artificial neural networks, they’ll be able to run and
solve those tasks.
JI
It’s very intriguing. It will have a very big role in our everyday life.
I can immediately imagine its usage in medical environment for finding certain things. On the other hands, I am also interested in what
it can influence art and design.
THOMAS
These days, people are using neural networks to transfer styles from
paintings onto images. People are using giant neural networks to
generate art itself.
Neural networks learn from a lot of paintings so they can generate
portraits like the painting they learned. Essentially, these algorithms
learn from any kind of design. They can be used to generate novel,
artifacts, paintings. There’s an infinite amount of design you could
do with this.
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JI

My class talked about the possibilities that this technology will
reduce a lot of tasks that we do right now. But I am curious if this
big data set will give us things that we haven’t seen or something
that we may not be able to do by humans.

I have one last question. What’s your interest or inspiration outside
of your research?

THOMAS
It is related with a question whether this neural networks can exhibit
creativity the same way that humans do. Neural networks can be very
good. They can compete or even sometimes outperform humans, but
on very narrow tasks.

THOMAS
Outside of science. I love nature and garden. My work is with
computers and artificial intelligence, and every opportunity I have,
I go into the wild away from technology and computers. I love
both of these opposites. The artificialness of computers and
computer vision and machine learning. And, on the other extreme,
nature and observing nature and just being in the wild.

For instance, in medicine. I think there’s a real chance that soon
we are not going to need radiologists for finding tumors or [meteorologists] for figuring out the weather. It’s the kind of stuff where
computer can shine.
Computers never get tired. They can be trained on completely arbitrary problems and they’ll probably be better than humans at the same
time. What’s unique about humans that we have such a powerful,
general vision system. I don’t think any of computer algorithms will be
able to leap beyond the data that it has. What he’s [AI] going to do is
a lot of mostly interpretation. If you show a lot of chairs [to the AI] if
we need chairs or designs of chairs, it’s probably going to come up
with the interpolations of all the stuff that it has seen. It will never
extrapolate. It’s impossible. Potentially, that’s a measure of creativity.
Going beyond what has been done before, right? Novel ideas outside
of the scope of what we’ve ever experienced before.
JI
That’s interesting. Last year when I was first introduced to machine
learning and AI. I tried to be a machine that followed a task. It was
|a really simple task—I just needed to take a photo of the ground as
I moved forward until a certain point. But, it was impossible to move
forward because I asked a lot of questions to myself and reiterated
the task.
THOMAS
That’s an interesting observation. That’s how I used to teach Intro
to Programming for students in Cognitive Science. In one of the
first lectures, I would show them you don’t need the computers to
compute. They could be computers themselves. In fact, the first
computers, the first computer programmers were all women (not
machines). They were really computers. They were processing
information and kind of automating the calculations in a way that
can be distributed. You can use your computers. It doesn’t have
to be looking like this [points at his laptop]. A human can be a computer. In fact, the way modern neuroscience thinks of brains is as
computers—different kinds of computer.
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LEARNING
MACHINE LEARNING

In 1965, the spacecraft Ranger 8 captured high-resolution photos of the surface of the moon. Active for only
65 hours, the machine was designed to crash to the moon
and transmit the 7000 resulted images back to Earth.
These photos used as a topographic study for the
Apollo missions.

Website

Learning Machine Learning is an archive of my two
journeys. For 6.5 hours, I walked a scaled-down version
of the route of Ranger 8 and documented the journey
through images. I repeated this journey twice, once as
a machine taking photography of the ground like Ranger 8,
the other as a human being fully aware of my feelings
and questions over the course.
Through this project, I wanted to vicariously share my
experiences of being a machine to the question of what’s
human and what’s a machine for building a better future
by connecting these two trajectories on one website.

This animated website is reflective documentation the
two journeys.
The top section of the website captures the human
perspective; I used devices as an extension of my body to
collect accurate data, and I drew diagrams. I questioned
the purpose of the journey all the time and reiterated
the task again and again. The resulting data of the journey
is random and juxtaposed with the imagery from my
second thoughts.
The bottom of the website displays the machine’s
perspective from the journey; it is very regulated photographs of the ground and their geodata.
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SIGNAL PROCESSOR

“A signal is a function that conveys information
about the behavior of a system or attributes
of some phenomenon. Signals occur naturally
and they are also synthesized.”
Introductory Signal Processing by Roland Priemer

Website

Signaling is a primary communicative category, under
which language. Like humans, animals have their own
communication system; they too use signals to transmit
messages. Between humans and animals, however,
communication breaks down to visceral gestures.
Signal Processor is an interactive audiovisual website
mimicking a gesture of signaling through abstract forms
and sounds. Each time an alphabet key on the computer
is hit, a signal is sent to the website. Each signal is
a unique combination of an image and a sound. These
discrete forms layer on top of each other, buildings
sometimes a messy, or even empty canvas.
In this project, I wanted to make a platform for expressions beyond the boundaries of language-based
communication. I focus on the messages lost in translation. When meaning is uncertain, the signal is ambiance
and noise transmitting the presence of something on
the other side.
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Each time an alphabet key on the computer is hit, a signal is sent
to the website. Each signal is a unique combination of an image and
a sound. These discrete forms layer on top of each other, buildings
sometimes a messy, or even empty canvas.

KALEIDOSCOPE

The screen is divided by a number of people entering
the website simultaneously. Each window accesses the
individual’s webcam and livestreams their video feeds
on the website.

Website

This website centers on the invisible crowds’ presence
on the internet. The multifaceted scenes on the web
browser resembles reflections on a crystal ball and these
various viewports contrast with the fact that each
person physically sits in front of their computer alone.

Above		 The screen when only one person is entering Kaleidoscope website.
Below		 When there are seventeen people entering the website.
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TOOLING POSTER

This poster is an abstract composition made out of plastic
molds inspired and made by a vacuum former. A vacuum
former is a flatbed industrial machine that melts and
stretches a sheet of plastic turning into a mold, such as
a plastic egg carton. I investigated the nature of the
machine in terms of its common usage, function, structure, and process then applied my research into my form
making methodology.

Print
22 × 80 inch

The prompt of the project was “form to the tool: using
the thing that makes the form to lead the form.” I was
particularly interested in the process of using the machine.
Base objects are staged on a wooden bed with holes
underneath a plastic sheet. When the plastic sheet melts,
air blows through the holes and shoots the objects up to
the plastic sheet. The objects are then sucked and tightly
covered by the white plastic. I observed this moment as
similar to the process of launching a spaceship into outer
space. The plastic molds that I made were transferred
to the stretched and floating forms, like the spaceship, on
this long vertical poster.
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PROJECTION AS VISUAL PRACTICE
Teaching
Curation

In 2018 winter session at RISD, Jinhwa Oh and I taught
a class titled Projection as Visual Practice. It was a new
class that we proposed. Jinhwa and I collaborated to
write the curriculum and curated a final show at the end
of the semester.
This experimental class introduced and investigated
modes of projection and lighting used in varying scales
and contexts within contemporary art and design
practices. The main goal of the class was to familiarize
students with projection as a medium with spatial,
material, and communication possibilities across disciplines. Fourteen students from different departments
and experiences explored various ways to expand
the scope of how artists and designers can express
their ideas using the flexible medium of projection.
The course included various studio exercises and experimentations largely based on graphic design principles
but common to any art or design practice using language,
image, sequence, and space.
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The class also explored various ways to deconstruct
conventional screen/frame settings to deliver content
through newly created settings. In the final show,
students determined a site for their projection and/or
built their own surfaces and shapes as ground.

Right			
Bottom 			

The installation of Emily Wright
The installation of Zuzanna Belska
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The students worked individually or collaboratively to make small to largescale
projects that are applied to a space. They played with color, typography, still
and moving images, and dimensional structures.
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In the first class, the students drew with red, green, blue drawing tools.
They were drawing with the used a color change bulb is on. The bulb’s
color switches among red, green, blue. Each person drew when the
same color light was on as their color of drawing tool; so they couldn’t
see their drawing.

This is one drawing but it looks different by color, because
the same color drawing is hidden with the same color lighting.
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The students have learned how to focus their personal
interests into the creation of visual sequences and
narratives. They explored projection methods from
analogue to digital; they explored their unique ways to
maximize projection’s potential to amplify and shape
an individual or collective voice to an audience.

Left			
Bottom			
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A collection of forms made with an overhead projector by Amy Auman
Emily Wright played with an overhead projector in the second class
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REST IN PIECES

Rest in Pieces is a virtual memorial of the spacecrafts
which were intentionally crashed on the moon.
The website commemorates the names of 18 machines.
Some of these machines are still on the moon, and
some have disappeared into outer-space.

VR Website

To reproduce zero gravity, the website is made in
AFrame, which is open source web VR environment.
In the website, a user can move around and zoom
in and out of the moon with the keyboard controller.

These intentional crashes resulted from both NASA’s
inability to createsoft landings and an interest in
collecting data on the material and soil content of the
moon’s surface.

280

SOAR

Now it is time—as architecture
critic Alexandra Lange puts it—
“to suggest interpretation before
the concrete is dry.”
James Goggin, Graduate Seminar || Website, 2018
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